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ABSTRACT 


The suites represent an important part of composer Gheorghe Neaga’s instrumental repertoire, as 
well as of the golden patrimony of chamber music written in the territory between the Prut and 
Nistru rivers. Included to different extents in the didactic repertoire of the artistic education 
institutions, but also in the concert repertoire, these works perfectly reflect the composer’s artistic 
predilections, more or less influenced by the constant evolution of the compositional techniques. 
This paper aims to highlight, from the perspective of the composer's works in suite form, a few 
examples that are representative of composer Gheorghe Neaga and of his three creative periods: the 
50s-60s, when the young violinist makes his début as a composer; the 70s-80s, characterized by a 
linear evolution towards a quantitative and qualitative accumulation of experience in the field; the 
90s-2003 (spent mostly in the U. S. A.), when each work reveals a high level of professional mastery. 
In this respect, in a diachronic presentation, the paper will synthesize details about the thematic 
profiles, ideational contents, formal structures, compositional principles and techniques, as well as 
about the multitude of musical elements incorporated into the works, all of them in a certain 
relationship with tradition or modernity. 
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While “the instrumental suite holds an important place among the compositional 
genres cultivated in the Republic of Moldova - a fact proved by both the composers’ 
permanent interest in this genre, and by the considerable number of works [...]” — 
Gheorghe Neaga is among the composers who have appreciated its true potential. With a 
repertoire rich in representative works, the composer embarked on a course towards 
compositional excellence with regard to each element of musical expressiveness, letting 
himself be influenced by the rich field of folklore and bringing a most original approach to 
the expressiveness of the musical content, the suggestiveness of the themes, the 
architectural principles and the polyphonic techniques, timbral variety etc. 

The six suites written for different orchestral and chamber-instrumental 
combinations -Suite for Piano (1961), Suite for String Quartet (1965), Suite for Chamber 
Orchestra (1966), Suite for String Orchestra (1970), Suite Concertante for Cello and Piano (1986), 
Suite for Wind Quintet (the early 90s?) — belong to the second period of local history of the 
genre’. Written successively, they indicate a relative evolution of Gheorghe Neaga's 
compositional style and are related either to the 1960s, when the suite was the object of a 
quest for novelty in style and musical language, or to the 70s-90s, when the genre 
culminated both qualitatively and quantitatively. + 

One way or another, except for the last suite in the above list, all the others have 
been, to different extents, the object of musicological investigations conducted by 
researchers such as Zinovii Stolear, Evgheni Cletinici, Izolda Miliutina, Svetlana 
Tircunova, Nadejda Cozlova, Tatiana Berezovicova a.o., being approached individually, or 
offered as illustrations of certain musicological aspects. In this context, this study is an 
attempt to synthesize and highlight some of the details resulting from the multilateral 
research of the thematic profiles, ideational contents, formal plans, compositional 
principles and techniques and, last but not least, of the multitude of constituent musical 
elements through which the works are related to tradition or modernity. Given that they 
were written successively, all these suites indicate a slight evolution of Gheorghe Neaga's 
compositional style, as can also be observed from the presentations below. 

The first suite composed by Gheorghe Neaga, the Suite for Piano, is also the most 
frequently encountered work in the didactic curricula, concert programs and 
musicological publications. The work was performed immediately after its composition by 
pianist Ghita Strahilevici, to whom it was also dedicated, and was published in the 
following years. This is further proof of the absolute priority he gave to the piano suite 
among the suites for solo instruments. 5 

The work belongs to the composer's first period of creation and was written in 
1961 — a few years after his graduation from the composition class and one year after his 


1 Tatiana Berezovicova, Suita instrumentală in creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 6 

2 The year of composition of this suite is unknown. What is certain, however, is that the first performance of the 
work took place in 1991. 

3 A periodization proposed by musicologist Tatiana Berezovicova, in Suita instrumentală în creația componistică din 
Republica Moldova (secolul XX), Pontos, Chisinau, 2015. 

4 Gheorghe Neaga did not compose suites during his stay in the U.S.A (Tatiana BEREZOVICOVA, Suita 
instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, Chisinau, 2015, p. 101). 

5 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 55 
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participation in the Decade of Moldovan Literature and Art in Moscow - at the time when 
Gheorghe Neaga made his début in composition with the first large-scale instrumental 
works. The Suite for Piano therefore contains certain ambiguities related to the choices of 
musical language, which could either be blamed on his being a novice in composition, or 
simply be perceived as signs of some innovative attempts. 

A first factor in the study of the work is its form in five movements, which are as 
different as they are coherent in terms of cyclicity and unitary character. The coexistence of 
both directions of this bipolarity can be accepted only based on the arguments found in the 
course of the research of the musical structures and languages of each movement, as well 
as on the relationships between them. Or, in spite of the individuality of the movements 
and their dimensional differences, there are certain parameters that ensure the ideational 
coherence of the work, while at the same time offering a complex musical material — about 
which Balys Dvarionas said that it would have been enough for two compositions! — and a 
gradual unfolding of a content rich in “elevated lyricism, psychological depth, intellectual 
subtlety, emotions that sometimes reach an intense dramatic tension”. 

To begin with, one can notice that the first three movements — Prelude, Scherzino, 
Fairytale — are much smaller in scale than the last two ones — Theme with variations and 
Rondo. However, despite their miniature scale, they contain a wide range of musical 
images and elements that are of major importance in the ideational context of the work. 
For example, the first movement — Prelude — is in large ternary form with an AA1A!-type 
recapitulation, with each section (with one exception) comprising two square and 
symmetrical periods. Marked Moderato maestoso and only fifty bars long, the musical 
material that plays an introductory role for the entire work offers two obviously 
contrasting elements which, borrowing from the thematic character of a sonata form, are 
presented in the outer movements either in a dramatic or in a lyrical guise. 

Further on, at an alert pace and with intensely chromatic sounds, Scherzino seems 
to be the shortest movement of the entire cycle, with the sensation of temporal acceleration 
being also caused by the Prestissimo giocoso marking, or by the rhythmic figures variously 
sectioned by the frequent changes of meter (1/8, 3/8, 5/8, 6/8, 4/4). From a thematic 
standpoint, the compartments of the large binary form contain, as in the Prelude, two 
different elements. The exuberance and avalanche-like exposition of the first theme, 
chromatically broken down into a continuous alternation of rhythmic accents, contrasts 
with the expressive melody and the cantabile character of the second theme, which 
resembles a folk melody, with its alternation of natural and altered notes. 3 

The register of the characters expressed through the musical language is extended 
in the middle movement of the suite — Fairytale. Inspired both by the impressionists' work+ 
and by the music of their followers, the composer reverses the dramatic/lyrical ratio 
encountered in the Prelude and Scherzino and embarks on a gradual intensification of the 
dramatic mood, marked Adagio doloroso. The three stages of development of the musical 


1 Evgheni Kletinich, Instrumentalnaia muzyca Georgiia Niagi (voprosyevoliutsiistilia). V: Kompozitory Siuznyh 
Respublik: sbornyk statei. Vyp. 4., Sovetskikompozitor, Moscow, 1983, p. 5 

2 Tatiana Berezovicova, Suita instrumentală in creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 52 

3 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 111 

4 Evgheni Kletinich, Georgii Niaga. V. Kompozitory Sovetskoi Moldavii, Literatura artistică, Chisinau, 1987, p. 209 
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content are somewhat also found in the ABA!-type configuration of the movement. After 
the opening section (A) — written in a transparent style and with a theme exposed in the 
style of a lullaby [9, p. 113] — offers an introduction to the world of the self living in this 
fairytale, the four-part fugato on one of the motifs of the B theme of the previous movement 
expresses an intensification of the inner turmoil. And it is only in the final bars, marked 
smorzando, that the composer highlights a specific character of the songs sung in the doina 
style [9, p. 36], which usually describe the suppression of certain feelings. 

The following two movements are in a striking contrast with the miniature 
proportions of the first three movements of the suite, as well as with the somewhat 
noticeable clarity and individuality of their thematic content. In Theme with Variations, the 
theme - followed by five variations — is inspired by the two rhythmic-melodic motifs from 
the beginning of the Prelude. This borrowing of ideas undoubtedly contributes to a relative 
suppression of the individuality and participates, along with other elements of the musical 
language, in ensuring the cyclicity of the work. 

The variation principle used by Gheorghe Neaga generates developments and 
deviations that occur to varying degrees throughout the five successive and relatively 
traditionally presented variations. In some of them - I, Il, V — the composer remains 
faithful to the theme, while in others — III, IV — the musical materials used are far removed 
from its character, rhythmic-melodic figures, tonal stability and transparent style. In the 
context where musicologist Tatiana Berezovicova calls this movement a “suite within a 
suite” [2, p. 94], the fourth variation can be considered as a third hierarchical level of the 
structure of the work in the sense of the suite principle. According to it, the first section of 
the compartment includes three fugatos, of which one is double. Here, in the most 
extended variation of the form, Gheorghe Neaga comes close to the usual fugue pattern. 

The final movement — Rondo — is a new and last stage in the metamorphosis of the 
ideational content of the Suite, although it can also be treated as another variation of the 
form of the previous movement. This can be justified by the missing double bars at the end 
of the fourth movement, as well as by the thematic affinities between the final movement 
and the Theme with Variations. Anyway, the Rondo has a traditional and normal structure 
for the end of a sonata-symphonic cycle. Similar in scale to the Theme with Variations, the 
movement is cast in a five-part ABACA form, whose two episodes create a strong contrast 
with the material of the refrain. However, although the first episode (B) has a lyrical 
character and the second one (C) has a dramatic character, their melodic lines incorporate 
fragments of ideas from the Prelude, from where the refrain theme also originates. 
Actually, the refrain theme is inspired by the melodic progression by intervals of a second 
of the first movement, although it seems to be more of a transfigured variant of the theme 
of the Theme with Variations. These observations on the relationship between the ideational 
content of the Rondo and that of other movements of the work complement the previous 
ones regarding the borrowing of themes to varying extents, while also emphasizing the 
importance of the unitary character of the cycle that the composer brings to the work, 
whose five movements can also be performed individually. 

Thus, the author remains within the modern framework of the suite genre, 
although “we can say that the Suite for Piano mirrors certain characteristic traits of the early 
period of Gheorghe Neaga's creative life, with all the quests, discoveries and inevitable 
imperfections” [2, p. 94]. The composer concludes his first work in the suite genre in molto 
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crescendo and fff, in an increasingly expanded range, a driving rhythm in the toccata style 
and with doublings of the contents of the two hands’ parts moving in opposite directions, 
creating, after moving through various expressions and emotional states, a victorious 
atmosphere of joviality over the lyrical and dramatic of any kind. 

Next in Gheorghe Neaga's repertoire of suites is the Suite for String Quartet. 
Composed in 1965 in just a few days,’ immediately performed in Baku within the 
framework of the Moldovan Culture Week in Azerbaijan? and published three years later, this 
work belongs, like the Suite for Piano, to the author's first creative period. Although the 
premises for its composition are not at all special, the resulting product is a sui generis one. 
Or, the simple intention of taking a break after the demanding Symphony No. 23 led the 
composer to write another disproportionate work, which, by eluding the balanced 
relationship between movements, had intriguing consequences at least from a 
musicological standpoint. 

Smaller in scale — again, like the Suite for Piano, the four-part work includes small- 
scale movements — Introduction, Doina and Dance, but also large-scale ones — Scherzo. And, 
if in Gheorghe Neaga’s first suite, the composer draws a certain distinction between the 
small-scale movements and the large-scale ones and thus gives them a certain 
individuality, in this case he indicates attacca at the end of each movement (except, 
naturally, for the last one). Thus, alongside other elements of musical language, the attacca 
technique — which the composer used for the first time in the Suite for String Quartet — 
contributes to ensuring the unity of the cycle and even to its transformation “into a 
contrasting-constituent form, or, more precisely, into the monocyclic form of the suite 
type”. 5 

The similarities between the two works continue with the tonal parameter (F-dur) 
present in the outer movements, with deviations in the middle movements (e-moll, G-dur). 
Moreover, they also seem to share certain similarities in terms of rhythmic-melodic 
formulations, or of the manner of treating the thematic material. However, although the 
compositional style and the modes of presentation do not create any major performance 
inconveniences, the composer pays considerable attention to some potential innovations 
based on the perpetuation of canons, and not on their denial. Thus, musicologist Izolda 
Miliutina relates the suite to a group of works whose roles are to expand and diversify the 
exploitation of chamber instrumental genres, as well as to highlight certain individual 
compositional styles. € 

Presented in condensed form, the first three movements have certain peculiarities, 
as it also happened in the small-scale movements of the Suite for Piano. In addition, they 
also share certain similarities in terms of structure. For example, the Introduction, too, 
contains two more or less related thematic elements. However, while in the Prelude from 


1 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldovenească, Chişinău, 1973, p. 96 

2 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldovenească, Chişinău, 1973, p. 94 

3 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldovenească, Chişinău, 1973, p. 96 

4 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

5 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chişinău, 2015, p. 98 

6 Izolda Miliutina, Kamernyi instrumentalnyi ansambl v molsavskoi muzyke 60-70-hgodov. V: Muzykalnoetvorchestvo v 
Sovetskoi Moldavii, Stiinta, Chisinau, 1988, p. 11 
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the Suite for Piano they were presented only consecutively, in this case Gheorghe Neaga 
also presents them in superimposed form, so that in a strictly homophonic setting, a 
counterposition of two layers is produced. The former element presents the characteristics 
of the march genre, being accompanied by regular rhythmic patterns, while the latter one — 
profoundly lyrical — is accompanied by folk-dance rhythms, as well as by reversed chromatic 
formulas (Db-E-Dh) that are so frequently encountered in the composer's later works. 

Oddly, the transition to the next movement is based on the marching rhythm of 
the first motif. This is also maintained throughout the three sections of the small ternary 
form of the second movement, but this time the sonorities are different, sustaining the 
improvisatory plaintive sound of the main character — the viola. Or, Doina brings a mixture 
of pain, helplessness and sorrow, which are further enhanced by the permanent inflections 
based on the seventh, ninth and eleventh chords, as well as by the initial Poco grave 
marking. 

The next movement — Dance —, in strong contrast with the previous one, appears, at 
a first glance, as one of the simplest and most relaxed pieces of music in Gheorghe Neaga’s 
instrumental chamber repertoire. With the homogeneity of tempo, dynamics and ideas, the 
composer seems to offer listeners, too, the respite they would have needed after the 
Symphony No. 2. But even if the three dance motifs of the movement are not overly 
laboured in the beginning of the first violin part, this happens in the accompaniment 
during the middle sections, where the motifs are doubled and even tripled vertically, at 
the intervals of a second, third or fourth. The optical augmentation of the ideational content 
is also accompanied by polytonal effects. ! 

The same compositional principles are used in Scherzo. After a rhythmic-melodic 
anticipation towards the end of the Dance, the final movement, nearly as long in duration 
as the first three put together, seems to bring nothing entirely new, except for a different 
and unstable meter (3/4, 5/4, 5/8, 6/8 or 9/8 instead of 2/4) and a much more elaborate rondo 
form. The refrain also maintains the previous dance character, but this time the composer 
gives it a scherzando tone, which also explains the title of the movement. The tempo also 
stands under the aegis of both parameters, for, surprisingly for Gheorghe Neaga's early 
works, there is no indication in this respect. 

But the most unexpected thing for this creative period is a theme based on the 
array of twelve tones of the chromatic scale, occurring in “the main theme of the Scherzo — a 
provocative, bold melody, in a five-beat meter, close to the old men's dances, with 
enhanced accents and funny jumps”.? Close to the two motifs from the Introduction in 
terms of ideas, this theme contrasts with the themes of episodes B and C: B unfolding more 
in a polyphony of the layers based on motifs largely borrowed either from the previous 
movements, or from the Suite for piano, and C, on a specific ‘big hora’ rhythm, transposed 
into a lyrical framework. 3 

The composer concludes his work by vigorously summing up the key techniques 
and formulations from all the sections of the Scherzo. In addition, he applies the method of 
rhythmic division, alongside a toccata-style perpetuum mobile of all the layers in a single 
direction: ascending or descending, both also occurring in the Introduction and Dance. All 


1 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 97 
2 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 98 
3 Evgheni Kletinich, Georgii Niaga. V. Kompozitory Sovetskoi Moldavii, Literatura artistică, Chisinau, 1987, p. 211 
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the characteristics above invest the given division with the role of a coda for the final 
movement, but also for the entire suite. Thus, only a few years after his compositional 
début, Gheorghe Neaga already encapsulates some of the most representative 
characteristics of his own compositional style. 

In the context in which chamber music developed rapidly and unexpectedly in the 
1960s,! only one year after the composition of the Suite for String Quartet - in 1966 -, 
another work in the genre of the suite continues Gheorghe Neaga’s compositional quests 
and musical aspirations — the Suite for Chamber Orchestra. Because, as most of the 
instrumental suites composed in the territory between the Prut and Nistru rivers were 
written for different orchestral ensembles,? the composer felt he would like to try his hand 
in this field as well. 

Considering the composer's parallel interest in opera and oratorio — during this 
period he had already started his work on the librettos for Aurora (1970) and Barbu Lăutarul 
(1971) —, the small scales and unexpectedly small forms of the work are quite surprising. 
Another detail that captures the musicologists’ attention is Gheorghe Neaga's tendency to 
modernize the West European pattern of the pre-classical suite. Or, “combining elements 
of folk origin with neoclassical ones is a widespread practice in the works of the Chisinau 
composers of the late half of the 20th century”, and this can be confirmed even by a brief 
analysis of the work. 

To begin with, one of the four miniature movements of the suite and also the first 
and shortest of all is Choral. Written solely for aerophone instruments — flute, bassoon, 
horns (I and II) and trumpet -, the musical material reminds of one of the genres of the 
pre-classical period. Starting from the title, the Andante tempo, the long durations, the 
compound and unstable meter (4/2, 5/2, 6/2) and the 4- or 6-part severe counterpoint, the 
author writes a piece in the epic character of a vocal music based on a religious theme. 
Tonal instability, reversed chromatic formulas (Ab-Bb-A4) and the double position of a 
sound are surprising details in this context, which give the movement a note of freshness 
and novelty. 

Strongly contrasting in scale, tempo (Allegretto), meter (3/8), ideas and a score that 
incorporates all the standard instruments of a chamber orchestra, Waltz takes us to another 
period in history and to a genre of salon music. Cast in large ternary form with 
recapitulation, the monothematic material is exposed differently. If the outer sections are 
fairly transparent in nature, the middle section, though starting with imitative fragments, 
resembles a toccata-style perpetuum mobile, at least in a first stage. The lyrical content of the 
movement is quite feeble as well, as long as the hidden or poorly outlined theme lacks a 
clear melodic contour, as is usually common with dance genres. Thus, based on a 


1 Izolda Miliutina, Kamernyi instrumentalnyi ansambl v molsavskoi muzyke 60-70-hgodov. V: Muzykalnoetvorchestvo v 
Sovetskoi Moldavii, Stiinta, Chisinau, 1988, p. 12 

2 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 45 

3 Vladimir Axionov, Ecouri ale neoclasicismului în creația componistică din Republica Moldova, in: Arta. Arte audiovizuale, 
2007, Business-Elita SRL, Chișinău, 2007, p. 56 

4 Although the history of waltz had started much earlier and continued under different names over time, it 
reached the peak of its development in the Romantic era. 
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polyphonic seed, the melodic lines present a strange and overwhelming Waltz,! both for 
the listener and, especially, for a potential dancer. 

In spite of the fact that the next movement does not have a specific title, the Allegro 
alla marcia indication directs the research towards the genre of the march, despite the folk- 
inspired rhythmic patterns found mostly in the accompaniment. Although it contains an 
approximately equal number of bars as the Waltz, on a first examination, the score seems 
much more complex, due to the ambiguity arising from the meditative character with 
fantastic elements? suggested by its content, which abounds in agogic and performance 
technique indications. The piano and the piccolo flute are added to the group of 
instruments participating in the previous movements, it is cast in a contrasting and much 
more elaborate large ternary form than in the previous movement, and one of the 
ideational elements that the composer clearly emphasizes, by sequencing it or using it as a 
pedal point, is the inverted formula also found in other movements or works presented in 
this text. 

The same inverted formula also occurs in the last movement of the suite, whose 
Grave character and Lento maestoso tempo are more common to the middle movements of 
the cycles than to the final ones. In addition, the composer uses it in inverted form 
compared to the previous original form, and sporadically also superimposes an “inversion 
of the inversion”. Gheorghe Neaga also originally combines polyphonic and homophonic 
techniques, while imitation is used to the same extent as the unison technique. The work 
ends ppp, on the same inverted formula accompanied by a few chromatic intervals, leaving 
behind a question mark, which, from a musicological viewpoint can be interpreted in 
various ways. 

Based on the details presented here, it turns out that “here, the composer continues 
to look for the perfect form to create the suite model”.+ His attempts to change the place of 
certain movements (see the Waltz and the final movement), the recall of certain genres 
from other periods of history under the banner of modernism (Choral and Waltz), his 
efforts to avoid the folk-influenced thematic materials and to adapt to the neoclassical 
style, the blending of homophony and polyphony and even his use of the severe 
counterpoint — all these prove Gheorghe Neaga's effort to offer something original and at 
the same time related to the old stratum of musical art. And, last but not least, one should 
not forget that this work is the one “in which for the first time in the history of the national 
suite, the string orchestra was enriched with wind instruments”. 5 

In full swing of his compositional career, Gheorghe Neaga continued to enrich his 
instrumental chamber repertoire with two remarkable works — the Suite for String Orchestra 
and the Suite Concertante for Cello and Piano. Both were composed in the 1970s and 1980s, 


1 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

2 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

3 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

4 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

5 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 47 
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when the suite genre culminated both qualitatively and quantitatively,! and are among the 
approximately one hundred suites composed in the territory between the Prut and Nistru 
rivers during this prolific period of the genre. ? 

Of the two, the Suite for String Orchestra “inaugurates a period of the composer's 
creative maturity”.* Composed in 1970, the work appeared in the heat of the preparations 
for the completion and premiere of the oratorio Aurora and of the opera Barbu Lăutaru. 
Considered as an immediate success, the Suite entered the golden heritage after its very 
first performance at the opening of the concert season of October 4, 19704, given by the 
Chisinau Philharmonic Orchestra, under the baton of conductor Timofei Gurtovoi. 

The composition is also among the many suites expressly dedicated to chamber 
orchestra groups, whose peak was also reached in the 1970s and 1980s.5 Among these, 
however, Gheorghe Neaga's work differs due to its small-scale and compact content, being 
therefore considered as one of the few orchestral suites with a laconic and compressed 
configuration.® Cast in four movements: Introduction, Song, Waltz, Finale — the composition 
is distinguished by its predominantly lyrical character with epic nuances resulting from 
the composer's simultaneous preoccupations with the vocality of choral and opera music. 7 

Introduction is the best example in this respect. The epic character specific to the 
old outlawry songs* — more than evident in the three sections of the small ternary form 
stretched over only twenty-four bars — dominates the entire ideational spectrum of the 
movement and will also be encountered further on in the suite. Original through its 
rhythmic and melodic simplicity, the theme is one of the essential ideational elements in 
Gheorghe Neaga’s instrumental chamber repertoire. The naturalness of its presentation is 
also due to the diatonic formulas whose melodic undulations refer, by way of 
superimposition, to the lyrical character of the vocal interpretation, but also to the harsh 
masculine pride typical of the outlaw's manner. 

In the second movement - Song — the composer remains in the realm of the epic. In 
fact, the Introduction anticipates the ideational depth that the composer attributes to the second 
piece, because, initially, the first two movements would have had to form a small two- 
movement cycle within the large four-movement cycle of the suite. But the striking difference 
between the two halves of the work and the lack of contrast between the successive 
movements would have diminished the prominence of the genre characteristics of the suite. 
That is precisely why, in the concert version, Gheorghe Neaga reversed the order of the middle 


1 Tatiana Berezovicova, Suita instrumentală in creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 101 

2 Tatiana Berezovicova, Suita instrumentală in creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 25 

3 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 96 

4 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 26 

5 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 47 

6 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 26 

7 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 95 

8 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 78 


20 


movements.! However, in this study the work is presented according to its first variant, still 
valid in the printed 1977 edition. 

Another useful piece of information relates to the fact that the second movement 
was transferred here from the Suite for Chamber Orchestra composed a few years earlier.? 
There is no record as to whether Song was really a part of the suite's 1966 score, or was just 
a fragment from the sketch of the work. What is certain is that the ideational content of the 
piece is perfectly integrated in the structure of the cycle of the Suite for String Orchestra, 
and that due to the lyrical expressiveness of the theme inspired by the Slavic melodic lore, 
this movement functions as a lyrical centre of the work. 

In a striking contrast of ideas, the third movement is a Waltz sprinkled with typical 
Prokofievian lyrical nuances.’ After two movements dominated by an epic spirit, “the 
composer's creative fantasy seems to take us from a real world of the outlaw’s austere 
days into another story”, replete with enthusiasm and meditative connotations. The Finale 
(Allegro con brio) maintains the same dance character, though not that of a salon genre, but 
rather in the spirit of folk lyricism. Or, the Suite for String Orchestra is among the works 
written during the '70s and '80s, when the genre in question was most prolific in 
approaching folklore. 5 

Deprived of dramatic tensions, the ideational content of the last movement of the 
Suite leads to monothematicism. Therefore, in terms of ideational content, one can say that 
there is no absolute originality compared to the previous movements. Especially the 
opening figure has obvious similarities with the thematic element of the epic Introduction, 
while the interval of a fourth that precedes it in the developments of the middle section 
can also be found in Song, but also in Introduction, reminding of the similarities between 
the two movements. Thus, Gheorghe Neaga ensures the cyclical unity of the Suite based on 
the thematic junction, and also pursues a successive transformation of the ideational 
content according to the epic or lyrical elements he attributes to it to varying degrees over 
the course of the work. 

In the context where of all the suites for different instrumental ensembles, after the 
cycles written for string quartet, the second place is held by those written for instrumental 
duet in which, most frequently, different instruments interact with the piano, the Suite 
Concertante for Cello and Piano is an appropriate example in this regard. Moreover, 
composed in 1986, the work is an excellent proof of the composer's creative maturity 
during his second period of creation. 

The work is written for cello and fulfils all the requirements of the concertante 
genre. And, although the balance between sections causes compositional difficulties when 
a piano part is included in the score,’ the cello is still attributed the main role, and “the fact 


1 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, pp. 82-83 

2 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 81 

3 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 26 

4 Zinovi Lazarevici Stoliar, Georgii Niaga, Cartea Moldoveneasca, Chisinau, 1973, p. 79 

5 Tatiana Berezovicova, Suita instrumentală în creația componistică din Republica Moldova (secolul XX), Pontos, 
Chisinau, 2015, p. 29 

6 Evgheni Kletinich, Instrumentalnaia muzyca Georgiia Niagi (voprosyevoliutsiistilia). V: Kompozitory Siuznyh 
Respublik: sbornyk statei. Vyp. 4., Sovetskikompozitor, Moscow, 1983, pp. 3-33 

7*** Cobbett’s Cyclopedic Survey of Chamber Music, 2™4 edition, Vol. III, Oxford University Press, London, 1963, 
p. 520 
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that there are no individual piano introductions, endings or interludes in any of the 
movements of the Suite is further proof of the cello's primacy”. ! 

Structured in five movements — just like the Suite for Piano —, the cycle retains some 
compositional details from other previous suites. And, although the composer gives titles 
to only two of the movements - the second and the fourth one, two Waltzes -, for the 
others he provides sufficient details about the imagistic content and their genre 
characteristics. For example, in analogy with the Preludes and Introductions from all the 
other above-presented suites, the first movement of the Suite Concertante serves as an 
introduction to the energetic atmosphere of the entire work, expressed based on certain 
rhythmic-melodic formulas typical of the Polish folk dance. ? 

The same spirit is preserved in the first Waltz, i.e. in the second movement of the 
cycle. Written in a meter that is rather rare for the dance genre — 6/8 — and under the 
Allegro appassionato marking, the five sections of the concentric form comprise three 
different thematic elements. In the first one, the composer gives primacy to rhythm, which 
relates it to a pre-classical Sicilian dance, in the second one, the rhythmic stability is 
interspersed with syncopation, and in the third one, the lyrical essence of the musical 
material is combined with the use of double counterpoint. 

Carrying a Tempo di menetto indication, the middle movement is unusually 
extended. It would seem that its form of presentation based on the rondo principle and, 
possibly, its dance character, would make it suitable as a final movement. Apparently 
simplistic and laid out in a rather transparent manner, the almost monothematic musical 
material is based more on polyphonic techniques. For example, even from the beginning, 
the refrain unfolds as a three-part continuous imitation. However, one cannot speak in this 
context about the use of the canon, because the refrain theme is occasionally succeeded by 
the countersubject initially found in the piano part. The imitative process is continued in 
the episodes as well: in the former one it is used in the piano part, while the cello states the 
theme, and in the latter one, the melodic line is presented in stretto. 

The fourth movement of the cycle, though entitled Waltz again, does not have the 
characteristic features of a waltz. On the contrary, the Andante tempo, the accompaniment 
lacking the rhythmic accuracy of ternary beats and based more on their syncopation, the 
frequent changes of meter (3/4, 2/4), the replacement of the homophonic-harmonic 
structure with a layered polyphonic one, the presentation of the musical material 
predominantly in middle registers, which cuts off some of the charming force that a waltz 
theme usually has — all these details contribute to bringing major transformations to the 
genre in question. 

But the dance character is not too long in coming and is proposed, in Allegro con 
spirito, only at the end of the suite. It is also here that the composer adds a few elements of 
folk dance music, manifested especially through the dulcimer accompaniment and the 
rhythmic-melodic configuration of the theme. Due to the uneven number of bars both in 


1 H. Kozlova, S. Tsirkunova, Kamerno-ansablevaiamuzyka v Respublike Moldova: voprosy teorii, istorii i metodiki 
propodavaniia, Pontos, Chisinau, 2014, p. 103 

2 Tatiana Berezovicova, Suita instrumentală în creația componistică a lui Gheorghe Neaga, in: Cercetări de muzicologie, 
Stiinta, Chisinau, 1998, p. 96 

3 H. Kozlova, S. Tsirkunova, Kamerno-ansablevaiamuzyka v Respublike Moldova: voprosy teorii, istorii i metodiki 
propodavaniia, Pontos, Chisinau, 2014, p. 107 
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the refrains and in the episodes, the division of the rondo form is not quite a traditional 
one. But asymmetry in this sense was no longer a novelty for Gheorghe Neaga, who had 
used it already during the first period of his compositional career. 

This is how the composer ends the Suite Concertante for Cello and Piano, a work 
which, although written towards the end of the mature period of his creative life and close 
to that of the great reinvigoration of his instrumental chamber repertoire, marks, to a great 
extent, a return to the well-known, common, old and traditional. Of course, a few 
exceptions in this regard are the lack of the great role commonly assigned to the final 
movement (attributed to the middle movement), the introduction of a waltz lacking in 
dance characteristics, or the lack of certain agogic indications that are indispensable to 
performance’. 

In his final creative period (the '90s), the composer is supposed to have worked on 
the untraceable score of his last suite — Suite for Wind Quintet. The little information 
available? refers to a four-movement suite for brass quintet which, although technically not 
very difficult, is quite interesting with its fresh harmonies and unusual combinations of 
sounds. The work was premiered at the Organ Hall, within the framework of the 1991 
edition of the New Music Days International Festival, by the Moldova-Brass quintet, made 
up of Sergiu Carstea and Grigore Voronovschii (trumpets), Valeriu Ureche (horn), Grigore 
Buftea (trombone) and Serghei Harlamov (tuba). Actually, in the context where Gheorghe 
Neaga’ music for aerophone instruments is not very extensive, the composition of the suite 
in question was a consequence of the newness of this ensemble, for which other composers 
like Ghenadie Ciobanu, Vladimir Beleaev, Dmitry Kitsenko and particularly Oleg Negruta 
also wrote works. 

Another important piece of information for this study refers to the fact that some 
of the instrumental cycles were not called suites by the composer himself, but have been 
perceived and sometimes analysed as such by musicologists over time. According to the 
suite principle, Gheorghe Neaga’s chamber repertoire is rich in such works. Recitative and 
Burlesque for Violin and Piano, Five Pieces for Piano, Five Pieces for Violin and Piano’, Four Pieces 
for String Quartet, Aria, Bolero, Allegro for Chamber Orchestra, Three Pieces for Chamber 
Orchestra and Six Pieces for Piano are only a few of them. 

At the same time, the suites presented here are relevant enough to enable a 
prospective researcher to fully grasp Gheorghe Neaga's compositional style. Related to 
neoclassicism or folklorism, they remain within the realm of modernism, because the 
composer — a traditional modernist — does not radically innovate the musical language, but 
nor does he avoid the use of a modern language when needs arise. Or, his artistic figure, 
representing a specific phenomenon in the musical art of the territory between the Prut 
and Nistru rivers, despite embracing stylistic influences from a wide array of universal 
composers — as can be noticed, to varying extents, in all the works presented in this study — 
, prefers his own manner of expression, without borrowing from, quoting or imitating 
directly another composer's musical work. 


1 Researchers Nadejda Kozlova and Svetlana Tircunova propose several variants of performance of the work [7]. 

2 The information about the Suite for Wind Quintet comes from the correspondence with one of its performers — 
trumpeter Sergiu Cârstea. 

3 This cycle for violin and piano is entitled Suite only in Gheorghe Neaga's collection Pieces for Violin, published in 
1972 by Cartea Moldovenească. 
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